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PREFACE 
Since Dideret is the first eighteenth-century writer 
who seems to have breken the trend ©f eighteenth-century 
novelists, this study is an attempt to prove that he was a 
precursor of modern novelists, or at least that his works 
represented a change in novelistic style. This study basi¬ 
cally comprises an examination of Diderot's life, a critical 
analysis of two of his novels and a synopsis of his novelistic 
techniques in comparison with those of other novelists. 
The first chapter is devoted completely to Diderot's 
life and his literary contributions. This synopsis endeavors 
to acquaint the reader with Diderot himself by presenting a 
general idea of conditions under which Diderot lived, and 
thereby giving the reader an impression of Diderot's personal¬ 
ity. It Is sometimes true that a writer's background influences 
his writings. After reading this chapter, we should have a 
general concept of how Diderot felt about society; therefore 
we should have an idea of the tone of his works. An effort is 
also made in this chapter to compile and date all his literary 
publications. Since the subject of Diderot's works extends 
from mathematics to satire, no effort is made to explain the 
contents of these works. Diderot's writings are only listed 
to show the reader that Diderot was much more than a novelist. 
iii 
Chapters tw® and three are dedicated t® a critical 
analysis ©f Jacques le fataliste et s®n maître and Le Neveu 
de Rameau respectively. The purpose ®f these chapters is t® 
give the reader a closer l®ok at Diderot*s novelistic tech¬ 
niques, and t® allow the reader t® see them in action. Since 
these chapters are basically dev®ted t® illuminating Diderot's 
novelist ic techniques, their contents deal predominantly with 
4 ' 
the way in which these novels are composed. 
Chapter f®ur is a study ®f Diderot's novelistic tech¬ 
niques themselves. In this chapter, we are given an overall 
view of the techniques used by several other eighteenth- 
century novelists; and their techniques are compared to 
those used by Diderot, The study of other novelists mainly 
deals with the way in which they tried to prove that their 
novels were authentic. The study of Diderot’s techniques, 
however, covers most of the features used by Diderot, and 
his techniques are basically supported by the two novels 
discussed in chapters two and three. 
iv 
INTRODUCTION 
Since Diderot is the first eighteenth-century writer 
who seems to have broken the trend of eighteenth-century 
novelists, this study is an attempt to prove that he was a 
precursor of modem novelists, or at least that his works 
represented a change in novelistic style. This study basically 
comprises an examination of Diderot's life, a critical analy¬ 
sis of two of his novels and a synopsis of his novelistic 
techniques in comparison with those of other novelists. 
The first chapter is devoted completely to Diderot's 
life and his literary contributions. This synopsis endeavors 
to acquaint the reader with Diderot himself by presenting a 
general idea of conditions under which Diderot lived, and 
thereby giving the reader an impression of Diderot's personal¬ 
ity. It is sometimes true that a writer's background influences 
his writings. After reading this chapter, we should have a 
general concept of how Diderot felt about society» therefore 
we should have an idea of the tone of his works. An effort is 
also made in this chapter to compile and date all his literary 
publications. Since the subject of Diderot's works extends 
from mathematics to satire, no effort is made to explain the 
contents of these works. Diderot's writings are only listed 
to show the reader that Diderot was much more than a novelist. 
iii Hi no^- 
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Chapters two and three are dedicated to a critical 
analysis of Jacques le fataliste et son maître and Le Neveu 
de Rameau respectively* The purpose of these chapters is to 
give the reader a closer look at Diderot's novelistic tech¬ 
niques, and to allow the reader to see them in action. Since 
these chapters are basically devoted to illuminating Diderot's 
novelistic techniques, their contents basically deal with the 
way in which these novels are composed. 
Chapter four is a study of Diderot's novelistic tech¬ 
niques themselves. In this chapter, we are given an overall 
view of the techniques used by several other eighteenth- 
century novelistsi and their techniques are compared to 
those used by Diderot. The study of other novelists mainly 
deals with the way in which they tried to prove that their 
novels were authentic. The study of Diderot's techniques, 
however, covers most of the features used by Diderot, and his 
techniques sure basically supported by the two novels discussed 
in chapters two and three. 
CHAPTER I 
DIDEROT'S LIFE AND LITERARY CONTRIBUTIONS 
Denis Diderot was born on October 5, 1713 in Langres, 
which is located in Champagne. After Diderot's birth, three 
other children were bom into the family. Both of the first 
two sisters were named Catherine. The first Catherine was 
born in 1716 and buried in 1719» the second Catherine was 
born on April 18, 1719. The fourth child, who was born on 
April 3» 1720, was named Angélique. On March 21, 1722, smother 
boy was bom into the family. He was named Didier-Pierre. 
Although it was against the will of the family, Angélique 
became a nun, and according to Madame de Vandeul, she died 
in a convent at the age of twenty-eight from overwork. 
Didier-Pierre 
...grew up to be a pious and evidently quite 
thorny Catholic priest, a canon in the Cathedral 
at Langres who accounted his greayest shame to 
be his brother's impiety. The personal relations 
of the two brothers, although not hateful, were 
none too cordial. Each deplored the views of the 1 
other while entertaining a stubborn sort of respect. 
There is no record of Diderot's elementary schooling nor 
of his early childhood except that he began his studies at a 
*Arthur M. Wilson, Diderot (New York* Oxford University 
Press, 1972), p. 14. 
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school operated by the Jesuits at the age of eight or nine. 
He was introduced into priesthood at the age of twelve. 
Diderot was then entitled to be called "Abbe."2 
In 1728, Diderot along with his father left Langres 
for Paris. He was to finish his last year of study there at 
what is called a "lycee." When the two arrived in the city, 
Diderot's father made arrangements for his son's stay in 
Paris and remained with him for awhile to make sure that 
Diderot wanted to stay and that he was doing well in his 
studies. Diderot's father then returned to Langres. There 
is some discrepancy as to what school Diderot attended in 
Paris* some say Diderot attended the famous College Louis- 
le-Grand| Madame de Vandeul insisted that he attended the 
College d*Harcourt, but she also says that he was a school¬ 
mate of the future Cardinal de Bernis, who undoubtedly 
attended Louis-le-Grand. 
Although we are not certain what college Diderot attended, 
it is maintained that he received the master of arts degree 
from the University of Paris in 1732. This in itself is an 
indication that Diderot had studied in Paris for several years, 
therefore, it is quite possible that he could have transferred 
from one college to the other. Moreover, it is possible that 
he attended both the Jesuit Louis-le Grand and the Jansenist 
College d'Harcourt at one time or the other. 
2Ibid., p. 20. 
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After Diderot received the degree of master of arts, 
his father wrote to M. Clement de Ris, who was the solicitor 
in Paris, to ask him to take Diderot into his home and allow 
him to study law. Diderot stayed with M. Clement for two 
years, but he was not really interested in law. Gradually, 
Diderot began to study Latin, Greek, mathematics, Italian 
and English. He finally neglected his studies of law altogether. 
M. Clement then decided to write to Diderot's father and in¬ 
form him that Diderot was wasting his time. Diderot's father 
asked M. Clément to propose a profession to Diderot, but Diderot 
refused it and all others recommended. When he was asked 
what he wanted to do, Diderot answered» "Ma foi, rien, mais 
rien du tout. J'aime l'étude» je suis fort heureux, fort 
content» je ne demande pas autre chose.At this point, 
Diderot's father cut off his allowance. Instead of choosing 
a profession or going home as his father demanded, Diderot 
departed from the solicitor's house and lived on his own 
for the next ten years. 
During this decade, Diderot tried his luck as a tutor 
in the home of a wealthy financier named Randon» but after 
a short while, Diderot discovered that this work, though 
financially rewarding, was too confining. He then decided to 
leave this position and began to live on the town. 
He gave lessons in mathematics» if the pupil was 
quick...he would teach him the whole day long» 
^Madame de Vandeul, "Vie de Diderot," Oeuvres choisies 
de Diderot. Volume I (Paris» Librairie Garnier Frères, 1926— 
27), p. 28. 
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but if he found a stupid pupil, he would not go back. 
He was paid in books, in furniture, in linen, in 
money, or not at all* it was all the same to him. 
He wrote sermons.4 
In approximately 1741 Diderot made the acquaintance of Anne- 
Toinette Champion, three years Diderot's senior. He pretended 
that he was going to become a monk in order to be allowed 
entrance in the pious home of Madame Chapion. She later 
agreed to let Diderot marry her daughter and asked him to 
obtain permission from his family. Diderot then returned to 
Langres to get his parents' consent. At first, it appeared 
as though he was going to have no trouble, but later it 
became an impossibility. Out of anger and impatience, Diderot 
threatened to have his father arrested. Diderot's father 
then decided to utilize the power of the state and have 
Diderot locked up in a monastery. After being tortured by 
the malicious monks in the monastery, Diderot escaped one 
night by jumping from a window. 
He wrote Anne-Toinette and asked her to secure him an 
apartment near her home. Diderot then went into hiding. Anne- 
Toinette later decided that she was not going to marry into 
a family which did not approve of her, but after she and her 
mother discovered that Diderot was sick, they took him in 
and as soon as he was able, they got married. The nearly 
clandestine marriage took place on November 6, 1743* Diderot 
and his wife decided that it would be best if she maintained her 
^Wilson, op. cit.. p. 28 
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her maiden name to pretend that they were not married. After 
it was no longer necessary to retain this arrangement, it 
was difficult for Diderot to re-adjust and settle down with 
his wife. He therefore continued to shut her out of his 
social life, and she accepted this position without dispute. 
Anne-Toinette even gave Diderot six sous each day so that he 
could have coffee at the cafe' de la Régence. 
Soon thereafter, Diderot began his literary career. 
The earliest of his translations was Temple Slatan's Grecian 
History which appeared under the title Histoire de Grèce, in 
three volumes in 17^3» "Diderot's next exercise in rendering 
5 
from the Qiglish was more a paraphrase than a translation." 
This book was Lord Shaftebury's £n Inquiry concerning Virtue 
and Merit, and appeared in the French version in 17^5 under 
the title Principes de la Philosophiei ou Essai de M. S*** 
sur le mérite et la vertu. Avec réflexions. 
The next of Diderot's translations appeared in 17^» 
This was a translation of Robert James' medical dictionary 
which Diderot published under the titlei Dictionnaire univer- 
ÛS. Médecine, de Chirurgie, de Chimie, de Botanique, par 
Rob. James. 
Diderot's Pensées philosophiques appeared in 17^6, 
and one month later. Parliament condemned them and insisted 
that they be burned. In 17^7» he wrote his even more dangerous 
"*Ibid.. p. 50. 
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Promenade du sceptique which included "a sub-title describing 
it as a 'conversation concerning religion, philosophy, and 
the world.It was also in 1747 that Diderot was appointed, 
along with d'Alembert, to direct the creation of the Encyclo¬ 
pédie. The idea of writing such a work was perceived after 
Chamber's notion of publishing his Cyclopaedia, which was 
"the first attempt that had been made at once to arrange 
7 
Knowledge by the Alphabet,..." was discovered. Near the end 
of the very same year, Diderot wrote a book entitled Les Bijoux 
indiscrets which was published in January of 1748. Diderot's 
Mémoires sur différents sujets de mathématiques was also 
published in 1748. Contrary to most of his previous works, 
this one was wei}: received by the censor to whom it was sub- 
mitted. 
In 1749, Diderot anonomously published Lettre sur les 
aveugles, à l'usage de ceux qui voient. After this publication, 
Diderot received a lettre de cachet which decreed that he be 
locked up in &i<medieval fortress in Vincennes under the super¬ 
vision of François-Bernard du Châtelet. Diderot regained his 
freedom in November of the same year. 
In 1750, he began to work on the Encyclopédie once 
again. In February of 1751» he published his Lettre sur les 
sourds et muets« and in June of the same year, the first 
6
Ibid.. p. 61. 
7
Ibid., p. 74. 
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volume of the Encyclopédie appeared. On November 18, l'abbe 
de Prades, who was one of the odilaborators of the Encyclo¬ 
pédie. gave a proposition, which was partially scandalous in 
regard to religion, to La Sorbonne* This thesis was condemned 
by La Sorbonne on December 31* 1751» 
In January of 1752» Diderot became the father of Marie- 
Angélique. The publication of the third volume of the Encyclo¬ 
pédie followed in November of the same year. The copy of 
Diderot’s Pensées sur 1*interprétation de la nature which was 
presented in 1753 was well received, but "the two editions 
Q 
published in 175** (were) more ample and better known." The 
fourth volume of the Encyclopédie appeared in 175*** 
In July of 1755» however, Diderot began his famous 
correspondance with Sophie Volland, but all the letters up 
to May 1759 are lost. In October, 1755, volume V of the 
Encyclopédie was published* volume VI appeared in May of 
1756. 
Diderot published his play entitled le Fils naturel ou 
les Epreuves de la vertu i*i 1757* lwt? it was not performed 
on stage until 1771» 
In January of 1758» Diderot began work on his play 
entitled le père de famille which was finally published, 
after some difficulties, in November of 1758* This play was 
presented in Marseille in 1760 and in Paris in 1761. 
On January 23, 1759, Parliament condemned the Encyclopédie. 
8 Ibid., p. 187. 
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On June 3» Diderot's father died, and from September 2 to 15* 
Diderot spent some time in Grandval with the d'Holbaché*. It 
was during this time that Diderot wrote his first Salon. 
In 1760, Diderot took a trip to Chevrette where he 
began work on la Religieuse. In the fall of the same year, He 
returned to Paris and continued his work on 1& Religieuse. 
Le Pere de famille was presented by the Comedie-Franqaise 
in February of 1761. In September, Diderot published his 
second Salon. The following year, he was asked to publish 
his Encyclopédie in Russia, but Diderot refused to do so. 
In August of 1763» Diderot wrbte Lettre historique et 
politique sur le commerce de la librairie. The next month, he 
wrote his third Salon. The next year, 1765» Catherine II 
bought Diderot's library. Diderot then published the fourth 
Salon, after which he brought his work on the Encyclopédie 
to a close. Volume VIII to volume XVII were all written in 
1765 and published in 1766. 
After writing the fifth Salon in 1768, and after his 
Correspondance littéraire. Reve de d'Alembert, and the sixth 
Salon in 1759» Diderot took a trip to Bourbonne. During this 
trip, he stopped in Langres to visit his brother. 
In 1771» Diderot terminated the first draft of Jacques 
le fataliste. The following year Angélique Diderot married 
Caroillon de Vandeul. Later in 1772, Diderot completed Ceci 
n* est pa3 un conte. Madame de la CarliWe. and Supplément au 
Voyage de Bougainville. He wrote Voyage de Hollande in 1773» 
and worked on Refutation é^Helvetiua and Entretiens avec la 
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maréchale in 1774. Diderot finished his eighth Salon in 1775» 
and the Histoire des deux Indes in 1777» He published 1*Essai 
sur la vie de séneaue le philosophe in 1778 though it was 
dated 1779. 
In February of 1784, Diderot was stricken with apoplexy. 
Ch February 22, 1784, Sophie Volland died. Later, after Diderot 
moved to Richelieu Street, he died on July 31* 
CHAPTER II 
A CRITICAL AND ANALYTICAL STUDY OF JACQUES LE 
FATALISTE ET SON MAITRE 
Jacques le fataliste et son maître is a novel about an 
indolent old man and his loquacious young valet who are travel¬ 
ing together and telling each other stories about their past. 
They encounter many misfortunes, but they at least meet some 
agreeable people and experience some pleasant adventures. The 
entire novel is centered around the story Jacques tells, with 
great difficulty because of interruptions, about his love 
affairs. The action of the story will probably be more clearly 
:■? ; siite'i*îr; fy;1 P > i . ; y.-- .y ft 
understood after a discussion of Diderot's novelistic techniques. 
These techniques will be discussed in detail in chapter four, 
therefore, they will only be mentioned here. 
Diderot utilizes the first several lines of this novel 
to explain the fact that he does not plan to write a novel 
typical of the eighteenth century. He asks and answers questions 
which would more than likely be asked by the curious reader. 
He also includes his conception of human character, or at least 
the character of people during the eighteenth century. This 
conception is evidenced in the following question and answer» 
"Ou allaient-ils? Est-ce que l'on sait où l'on va?" Diderot 
^Denis Diderot, Jacques le fataliste et son maître (Paris» 
Brodard et Taupin, 1959). p. 15* All subsequent references are 
to this edition. 
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seems to be saying that people never know where they are going 
because they are either confused or guided by destiny over 
which they have no control. In the last sentence of these 
introductory lines, Diderot gives an indication that he is 
not going to draw a conclusion in this novel. This sentence 
also indicates that Diderot is somewhat making fun of the 
novel in general, and implies that this novel is only a joke. 
Diderot tells us that the master has nothing to say and Jacques 
only repeats what his captain used to say. The complete intro¬ 
ductory lines are as follows* 
Comment s'étaient-ils rencontrés? Par hasard, comme 
tout le monde. Comment s'appelaient-ils? Que vous 
importe? D'oti venaient-ils? Du lieu le plus prochain. 
Ou allaient-ils? Est-ce que l'on sait ou l'on va? Que 
disaient-ils? De maître ne disait rien, et Jacques 
disait que son capitaine disait que tout ce qui nous 
arrive de bien et de mal ici-bas était écrit là-haut. (p. 15) 
At this point, the actual novel (which is a dialogue 
between Jacques and his master) begins. The two characters are 
discussing Jacques's captain, and the master soon finds out 
that Jacques had been in love. This discovery is very important 
because Jacques's love affairs are the driving force of the 
novel. It is the story of these love affairs that the master 
becomes very anxious to hear, and it is this story that Jacques 
sets out to tell while traveling with his masterj but he finds 
that he has been burdened with a nearly impossible task. He 
is constantly interrupted, sometimes even by Diderot, who 
' makes his initial interruption of their conversation on the 
first page of the novel. He intervenes to explain Jacques's 
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actions to usi "Après une courte pause, Jacques s'écriât Que 
le diable emporte le cabaretier et son cabaret!" (p. 15) 
On the following page, Diderot makes an important inter¬ 
ruption to further explain what happenst "Jacques commença 
l'histoire de ses amours* C'était l'après dlnée* il faisait 
un temps lourdi son maître s'endormit*.(p. 16) Diderot 
continues by telling us that the master gets angry and begins 
to beat Jacques because night falls while they are in the 
middle of the fields* Diderot introduces humor in the novel 
with the words of the master while beating Jacquest "Celui-là 
était apparemment encore écrit là-haut*.*." (p* 16) 
At this point Diderot speaks directly to the readers 
Vous voyez, lecteur, que je suis en beau chemin, et 
qu'il ne tiendrait qu'a moi de vous faire attendre 
un an, deux ans, trois ans, le réoit des amours de 
Jacques, en le séparant de son maître et en leur 
faisant courir a chacun tous les hasards qu'il me 
plairait, (p. 16) 
Apparently, Diderot is reminding us of his power to make 
anything happen to Jacques and his master in the novel since, 
as the author of it, he is in complete control of the events. 
It is'also quite possible that Diderot is rebelling against 
those writers who wrote very long novels. He further states 
that it is easy to create little stories or incidents to 
delay the action of the novel, but in essence, he says that 
he is going to be sensible and only separate Jacques and his 
master for one night. "Qu'il est facile de faire des contest 
Mais ils en seront quittes l'un et l'autre pour une mauvaise 
nuit, et vous pour ce délai." (p. 16) 
Diderot continues by telling us that they mounted their 
horses the next morning and continued on their journey. He 
then asks the question that a curious reader would ask at 
this points "Et ou allaient-ils?«**s-voiïh la seconde fois que 
vous me faites cette question, et la seconde fois que je vous 
réponds* Qu'est-ce que cela vous faites? Si j'entame le sujet 
de leur voyage, adieu les amours de Jacques....M (p. 16) 
To make the novel more realistic, Diderot introduces the 
first secondary character. This "interlocuteur," as he is 
called by Diderot, is a peasant who, along with a girl, is 
following Jacques and his master. Diderot introduces this 
third character by allowing him to interrupt the conversation 
between Jacques and his master. Jacques is telling his master 
how badly the soldiers were wounded during the time he was in 
the army. At this point, the peasant gives his opinions 
"Monsieur a raison..." (p. 17) Jacques asks him what he has 
to do with it, and the peasant replies that he is a surgeon. 
Later, Jacques and his master get into a religious 
argument, and Diderot intercedes to apologizes 
Vous concevez, lecteur, jusqu' o\i je pourrais pousser, 
cette conversation sur un sujet dont on a jjout parle, 
tout écrit depuis deux mille ans, sans en etre d'un 
pas plus avancé. Si vous me savez peu de gré de ce 
que je ne vous dis, sachez-m'en beaucoup de ce que 
je ne vous dis pas* (p. 20) 
After the preceding interruption, Diderot tells us that 
he is not writing a novel. This is an effort to convince the 
reader that Diderot has no intention of writing a novel, and 
it is also an effort to make fun of the novels of the eighteenth 
century. He is actually saying that he is not writing a novel 
like those of others, hut rather he is writing a novel to his 
own liking* He does not conclude that this is a novel because 
he wants the reader to make this decision himself* Instead, he 
simply gives us an idea of the possibilities! 
Il est bien évident que je ne fais pas un roman, 
puisque je néglige ce qu'un romancier ne manquerait 
pas d'employer* Celui qui prendrait ce que j'écris 
pour la vérité serait peut-être moins dans l'erreur 
que celui qui le prendrait pour une fable* (p* 26) 
After this explanation, Diderot employs his usual method 
of returning to the conversation between Jacques and his master* 
That is to say, the master turns to Jacques and sayst "Eh bien! 
Jacques, l'histoire de tes amours?" (p. 26) 
As we read further, we discover that Diderot introduces 
secondary conversations within the main controversy between 
Jacques and his master* The only difference in these conver- 
sations and the main one is that the names of the characters 
are listed in the main discourse, but they are not in the 
secondary ones* Another difference is that these secondary 
dialogues are tales generally told by Jacques, wherein, the 
persons about whom the story is being told assume the role 
of true characters* At many points in the novel Jacques ceases 
to be narrator and we find that the adventure is being acted 
out by those about whom it is being told. The first example 
of these subplots appears when Jacques speaks about the couple 
who took care of him after he had been wounded in the war* The 
following is an example of these dialogues. The man is arguing 
with his wife for having brought Jacques into their homes 
Les chirugiens en burent hier au soir plus que nous 
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et nos enfants n'aurions fait dans la semaine. Et le 
chirugien qui ne viendra pas pour rien, comme tu 
peux penser, qui le paiera? 
——Oui, voilà qui est fort bien dit et parce qu'on 
est dans la misère vous me faites un enfant, comme 
si nous n'en avions pas déjà assez. 
— Oht que non? 
— Oh! que si, je suis sure que je vais être grosse!... 
(p. 31) 
After Jacques had told quite a bit of the story about 
this couple, Diderot interrupts to remind us that he must end 
this story and allow Jacques to continue with the tale of his 
love affairs. At this point Jacques and his master spend the 
night in a castle in which they find people from all walks of 
life. Jacques and his master then continue on their journey. 
Thus, the conversation between them begins again. The master 
takes a dip of snuff and says to Jacques* "Eh bient Jacques, 
l'histoire de tes amours? (p. 36) Instead of continuing the 
story of his love affairs, Jacques discovers that he has left 
his watch. Diderot interrupts at this point to ask us whether 
he should follow Jacques or remain with the master* 
Voila le maître et le valet séparés, et je ne sais 
auquel des deux m'attacher de preference. Si vous 
voulez suivre Jacques, prenez-y garde* la recherche 
de la bourse et, de la montre pourra devenir si longue 
et si compliquée, que de longtemps il ne rejoindra son 
maître, le seul confident de ses amours, et adieu les 
amours de Jacques, (p. 36) 
After warning us of what may happen if we remain with the 
master, Diderot indicates that it is nearly certain that 
we shall become bored because Jacques's master is lost without 
his watch, his snuff box and without Jacques* besides, 
Jacques's master is not very talkative* 
Car il ne savait que devénir sans sa montre, sans sa 
tabatière et sans Jacques* c'étaient les trois grandes 
ressources de sa vie, qui se passait prendre du tabac, 
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à regarder l'heure qu'il était, \ questionner 
Jacques, et cela dans toutes les combinaisons* (p. 37) 
Didtrot continues his interruption by sayingt 
Le pauvre Jacques) Au moment où nous en parlons, 
il s'écriait douloureusement! 'Il était donc écpit 
là-haut qu'en un même jour je serais appréhende 
comme voleur de grand chemin, sur. le point d'être 
conduit dans une prison et accuse^ d'avoir séduit 
une fille)' (p. 37) 
At this point, Diderot sets out to tell the story of Jacques's 
plight as it happened, after which Jacques tells it to his 
master. Finally, Jacques's master asks him to resume the 
story of his love affairs. Diderot allows Jacques to use the 
dialogue form to continue his story, but this time the names 
of the minor characters are placed in front of what they say 
as if in a play. This secondary conversation is between the 
Host, the Hostess, and the surgeon. 
During the following interruption, Diderot takes the 
liberty of telling a story about his personal life. In order 
to explain a point, he mentions a poet whom he had sent to 
Pondichéry, and after mentioning him, Diderot begins to explain 
who he was. Diderot reminds us that he is getting off the 
subject and tries to convince himself that he should stick 
to the story about Jacques and his master, but eventually he 
tells us why he sent the poet to Pondichéry. 
Abruptly, Diderot returns to the story of Jacques and 
his master. At this point Jacques and his master meet a 
traveler who is walking and leading his horse by the bridle. 
Diderot tells us that we will probably believe that this is 
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the horse that Jacques's master lost, but he immediately 
convinces us that we are wrongs 
• ••vous vous tromperez. C'est ainsi que cela 
arriverait dans un romanf un peu plus tôt ou un peu 
plus tard, de cette manière ou autrement! mais ceci 
n'est point un roman, je^vous l'ai déjà dit, je 
crois, et je vous le répété encore, (p. 50) 
While Jacques tells us the story of how his captain used 
to fight with a friend, Diderot interrupts to tell us that he 
could easily make something happen to interrupt Jacques's 
story* but he feels that creating a story just to interrupt 
Jacques's story would be telling a lie, and as Diderot tells 
us himself, he does not like liest "...mais pour cela, il 
faudrait mentir, et je n'aime pas le mensonge, à moins qu'il 
ne soit utile et forcé." (p. 71) Instead of telling us this 
unnecessary lie, Diderot allows Jacques to continue his story. 
When Jacques returns to the tale of his love life, Diderot 
Ohanges the form of the dialogue somewhat. Instead of all the 
characters in this dialogue being secondary, Diderot gives 
Jacques himself an active part in it. This part of Jacques's 
story is a conversation between the surgeon and Jacques, and 
they are the only two characters that appear in this dialogue. 
They are discussing the possibility of Jacques's renting a 
room from the surgeon, and finally they come to an agreement. 
The next dialogue which appears in the novel is between 
Jacques's master and the Hostess who owns the inn in which 
they are staying. This conversation is another interruption 
of Jacques's story about his love affairs. The Hostess happens 
to enter their room to ask them what they want for dessert 
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and Jacques's master begins to ask her questions about her 
having been angered* The Hostess explains to him that someone 
had wandered into one of her tenant's room and was wounded by 
the tenant* The Hostess does not tell Jacques's master the 
name of the person of whom she is speaking, but he is led to 
believe that it is her daughter* Later, we learn that it was 
her dog, Nicole* 
After the return of the Host, and after Jacques's master 
expresses a desire to hear the story that the Hostess had 
promised to tell him, Diderot intrudes and begins to discuss 
a play instead of continuing either Jacques's or the Hostess' 
narrative. During this interval, he discusses changes that he 
would have made in this play if he had been the authors 
Je vous entends, lecteuri voilât, dites-vous, le vrai 
denouement du Bourru bienfaisant» Je le pense* 
J'aurais introduit dans cette pièce, si j'en avais 
été l'auteur, un personnage qu'on aurait pris pour 
épisodique, et qui ne l'aurait point été*** 
Vous avez raison* —Et si je rencontre jamais M. 
Goldoni, je lui réciterai la scène de l'auberge* 
——Et vous ferez biens il est plus habile homme 
qu'il ne faut pour en tirer bon parti* (p* 110) 
The Hostess enters the room of Jacques and his master, 
gives them greetings and prepares to tell her story. First, 
she makes the statement that valets are their master's worst 
enemies* This statement angers Jacques, so he rebels. Jacques's 
master enters the conversation and begins to argue with Jacques* 
Diderot immediately comes to his characters' rescues 
Eh bienl lecteur, é quoi tient-il que je n*élève une 
violente querelle entre ces trois personnages? Que 
l'hôtesse ne soit prise par les épaules, et jetée 
hors de la chambre par Jacquesi que Jacques ne soit 
pris par les épaules et chassé par son maîtret que 
19 
l'un ne s'en aille d'un côte, l'autre d'un aytrei 
et que vous n'entendiez ni l'histoire de l'hbstesse, 
ni la suite des amours de Jacques? Rassurez-vous, 
je n'en ferai rien. (p. 111) 
After the Hostess makes a repulsive statement about valets, 
she and Jacques begin to argue again. Jacques's master ends the 
dispute by demanding that Jacques shut up and allow the Hostess 
to tell her story. At this moment, the Hostess stands up and 
put8 her hands on her sides, forgetting that she is holding 
her dog Nicole. Nicole falls to the floor and appears to be 
dead. Jacques bursts out laughing! his master reaches for his 
snuff, and reluctantly begins to laugh himself. It is later 
discovered that Nicole is not deadf and since the Hostess 
loves talking even more than Nicole, she immediately returns 
to telling her story. 
After being interrupted several times by others that 
are in the inn, the Hostess must go downstairs. Now Diderot 
is wondering whether he should allow the Hostess to continue 
her story or allow Jacques to return to hist so he pauses to 
ask for our opinions "...voulez-vous que nous laissions lk 
cette elegante et prolixe bavarde d'hôtesse, et que nous 
reprenions les amours de Jacques?" (p. 121) During the absence 
of the Hostess, Jacques begins to tell his master one of the 
fables that are told in his home town. 
While Jacques is well in the middle of his fable, the 
Hostess comes back upstairs and re-enters the room. Diderot 
interrupts to tell us why it is going to be impossible for 
Jacques to continue his storyt 
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La voilé. remontée, et je vous préviens, lecteur, qu*il 
n'est plus en mon pouvoir derenvoyer. —Pourquoi 
donc? ——C'est qu'elle se présente avec deux bouteilles 
de champagne, une dans chaque main, et qu'il est écrit 
là-haut que tout orateur qui ^'adressera à Jacques 
avec cet exorde s'en fera nécessairement ecouter. (p. 127) 
The Hostess begins to tell her story again as Diderot said she 
would. 
Diderot gives a rather detailed description of the 
characters that are found in the Hostess' story. He then 
finds it necessary to give a description of Jacques, his 
master, and the Hostessi he has failed to do so up to this 
point, and now he interrupts once again to apologize for this 
mistakes 
Lecteur, j'avais oublié de vous peindre le site des 
trois personnages dont il s'agit ici s Jacques, son 
maître et 1'hôtesses faite de cette attention, vous 
les avez point vus; il vaut mieux tard que jamais, (p. 137) 
After this interruption, the Hostess resumes her story 
about Madame and Mademoiselle d'Aisnon, who have now been 
joined by the Marquis. During the course of this story being 
told by the Hostess, Diderot shifts once again to a secondary 
dialogue; this time it is between the Marquis and Madame de la 
Pommeraye. 
Simultaneously with the argument between Jacques and 
his master, Diderot interrupts several times; these intervals, 
though, are rather short and they seem very important and 
natural since their purpose is to explain the actions of the 
various characters. Jacques and his master were arguing about 
Jacques's obedience to his master —his master says that 
Jacques is not obedient, and Jacques says that being obedient 
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is impossible since he is used to being treated as his master's 
companion* The Hostess agrees to coach this disagreement. 
Diderot pauses to describe her actionst "Alors l'hôtesse 
s'asseyant sur la table, et prenant le ton et le maintien 
d'un grave magistrat,..." (p. 175) 
Jacques and his master soon meet le Marquis Des Arcis 
who is also staying in the inn being operated by the Hostess. 
He meets Jacques's master and they become friends. Naturally, 
the Marquis has a story to tellt and when he is about to do 
so, Diderot rushes to his own rescue to explain to us that he 
has not forgotten about Jacques's love affairs* 
Je vous entends lecteur* vous me dites* 'Et les amours 
de Jacques?.••' Croyez-vous que je n'en sois pas aussi 
curieux que vous? Avez-vous oublié que Jacques aimait 
k parler, et surtout k parler de lui|... (p. 181) 
Diderot then apologizes for having told us so many 
stories about love. He explains that he is aware of the fact 
that most literary works such as poems, plays and even paint¬ 
ings deal with some aspect of love. 
In one of his subsequent interruptions, Diderot apologizes 
for not having told us that Jacques carried a gourd with him 
which he keeps filled with an alcoholic beverage* 
J'ai oublié de vous dire, lecteur, que Jacques n'allait 
jamais sans une gourde remplie ou meilleuri elle était 
suspendue k, l'arçon de sa^selle. A chaque fois que son 
maître interrompait son récit par quelque question un 
peu longue, il détachait sa gourde, en buvait un coup 
a la regalade, et ne la remettait à sa place que quand 
son maître avait cessé de parler, (p. 224) 
Diderot begins a long discussion of the style of several 
writers such as Molière, Rabelais, La Fontaine and Jean-Jacques 
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Rousseau* He tells us that he realizes we want to hear the 
story about Jacques's love affairsi but he informs us that 
Jacques is having trouble with his throat and cannot talk 
very well* 
Tout cela est beau» ajoutez-vous» mais les amours de 
Jacques? ——Les amours de Jacques, il n'y a que Jacques 
qui les sache» et le voila tourmenté d'un mal de gorge 
qui réduit son maître à sa montre et à sa tabatière»••• 
(p. 226) 
Jacques le fataliste et son maître may justifiably be 
classified as a realistic novel* Traveling was very popular 
during the eighteenth century» it is therefore conceivable 
that a man could be traveling with his valet and conversing 
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about many different subjects. Most of the rather wealthy 
people did have valets* Since these facts are true, it is 
highly probable that this is a realistic novel* 
It seems that Diderot's main purpose for writing this 
novel is to rebel against the other novelists of the eighteenth 
century. This is one of the reasons that Diderot went so far as 
to speak directly to the reader in this novel. He even tells 
us that he is not trying to write a novel in an effort to say 
that what novelists wrote during the eighteenth century were 
not novels» or at least they were not what he thought a novel 
should be* In the middle of this work, Diderot tells us that 
it is evident that he is not writing a novel* "Il est bien 
Evident que je ne fais pas un roman, puisque je néglige ce 
qu'un romancier ne manquerait pas d'employer." (p. 26) This 
statement is made after Diderot has explained that he could 
have allowed Jacques and his master to be attacked by a group 
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of armed men» or he could have told us what happened at the 
inn after they left» but he chose to do otherwise* Diderot 
seems to be saying that novelists of the eighteenth century 
gave an explanation for everything* He does not feel that 
everything should be explained* To the contrary» he believes 
that as much as possible should be left to the reader's 
imagination* Instead of attempting to give a reason for every¬ 
thing that happens to his characters» Diderot feels that a 
novelist should allow his characters to move freely as if in 
real life. If this is done» the characters' actions themselves 
will convince the reader that the novel in question could very 
well be true* Diderot also seems to be criticizing the class 
system that existed during the eighteenth century. The valets 
and maids were of no value to their masters except for the 
work they did. For example, a valet's job was to lay out his 
master's clothing, run errands and to answer to his master's 
every whim. Servants were not allowed to speak unless spoken 
to i and they were hardly spoken to other than when they were 
being given orders* In Jacques le fataliste et son maitre. 
however, the case is practically just the opposite. Even 
the title suggests that Jacques, who is the valet, would be 
treated as the superior person in the novel since his name 
is given first in the title. To make Jacques appear even more 
superior, Diderot does not give his master a name. Within the 
action of the novel, Diderot continues to make Jacques appear 
superior by giving him the great task of keeping the story 
moving. He presents Jacques's master as an old man whose only 
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desire is to dip snuff, check the time, and listen to someone 
tell a story. 
Careful study of this novel reveals that Diderot has 
accomplished what he set out to dot he proves that a novel 
can be realistic without a framework which attempts to convince 
the reader beforehand that it is real, or that it has actually 
happened. He proves that a novel can be enjoyed by its readers 
even though the author is truthful with them. Diderot constantly 
tells us that Jacques le fataliste et son maître is not a noveli 
but upon reading it, we are likely to believe that it is a novel. 
Some may even be led to believe that it is actually a true 
story. 
By the end of the work, the personalities of both the 
major characters have changed. Jacques is portrayed as a very 
ambitious and talkative man. The entire story is based on his 
telling his love affairs. From the beginning of the novel, he 
sets out to do so» but during the course of his storytelling, 
he always seems to be interrupted. Jacques does not like these 
interruptions at all, and he tells his master so when his 
master tries to tell the story of his life. Jacques is also 
portrayed as a person who likes to drink. We discover this 
fact when Diderot finally tells us that he always carries a 
gourd filled with an alcohblic beverage. When his master would 
interrupt him with one of his long dialogues, Jacques would 
take a drink from his gourd, and would not put it back in 
place until his master had ceased to talk. It seems, therefore, 
that the only things that Jacques really cares about in life 
25 
are talking and drinking. 
Jacques’s master's personality seems to be just the 
opposite of Jacques's. Instead of being very talkative, he 
likes to listen to others talk. In a discussion between 
Jacques and his master, the master tells Jacques that it 
is much better to listen to a bad story than no story at 
all. In other words, he is saying that he would rather 
listen to a bad storyteller and be bored because he likes 
having something to occupy his time. The master actually 
appears to be a person who cares about very few things in 
life. 
Diderot refuses to give a detailed description of the 
characters as well as the scenery in the novel. He practically 
never gives a description of the scenery, but he at least 
describes the characters minimally. He sometimes mentions 
what they are wearing. For example, during the conversation 
between Jacques, his master and the Hostess, Diderot tells us 
that Jacques's master is wearing a night cap, house coat, and 
is sitting nonchalantly in a large armchair with his snuff box 
in his hand» the Hostess is facing the door, near the table 
with her glass in front of hert Jacques, bareheaded, is seated 
with both elbows propped on the table with his head leaning 
between two bottles, and two others are on the floor beside 
him. 
When read carefully, this novel proves to be quite fasci¬ 
nating for it is skillfully written. Unless we read it scrupu¬ 
lously, nevertheless, we shall undoubtedly be confused by the 
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many unannounced interruptions made by Diderot. This con¬ 
fusion, however, is not due to lack of ability, but it is 
owing to Diderot's cleverness. He achieves ultimate realism 
in this work without utilizing any of the gimmicks used by 
other eighteenth-century novelists. Diderot does not describe 
the major characters in detail, but he manipulates them so 
effectively that we are led to believe that they really exist, 
and that the story about them is true. 
CHAPTER III 
A CRITICAL AND ANALYTICAL STUDY OF 
LE NEVEU DE RAMEAU 
Le Neveu de Rameau is a novel, or satire as it is referred 
to by most critics, about two characters who accidentally meet 
in a cafe and begin discussing the many facets of life. These 
characters are designated as LUI and MOI. LUI represents Jean- 
François Rameau, who was the nephew of the great eighteenth- 
century musician Jean-Philippe Rameau. MOI evidently represents 
Diderot. He is even recognized as the "philosophe" by LUI, and 
he seems to display true philosophical characteristics. As 
stated by Donal O'Gorman in Diderot the Satirist, the dialogue 
between these two characters may be divided into four parts. 
The first part basically deals with intellectual topics such 
as genius, truth, education, and science} the second deals 
with vice and virtuei the aesthetics of music is treated in 
the thirdi "the fourth.•.recapitulates, analysing the social 
forces that are responsible for the decline of intellectual, 
Q 
moral, and artistic values in France.In order that we may 
discern these divisions more vividly, let us take a closer 
o 
Donal O'Gorman, Diderot the Satirist (Toronto* University 
of Toronto Press, 1971)» p. 51»~" 
2? 
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look at the novel to observe* exactly how it is composed. 
The first several pages of the novel make up an intro¬ 
duction which is given by MOI. It is in this introduction 
that we become acquainted with MOI's personality. In the first 
lines» we discover that MOI takes a walk each afternoon to 
think about such subjects as politics» love and philosophyi 
Qu'il fasse beau, qu'il fasse laid, c'est mon habitude 
d'aller sur les cinq heures du soir me promener au 
Palais-Royal. C'est moi qu'on voit, toujours seul, 
rivant sur le banc d'Agenson. Je m'entretiens avec moi- 
meme de politique, d'amour, de goût ou de philosophie. 
J'abandonne mon esprit à tout son libertinage.10 
He tells us that if the weather is bad, he finds shelter in 
the "cafe de la Régence." He amuses himself in this cafe by 
watching the people play chess. According to MOI, Paris is 
the center of the world (that is to say, it was the center of 
the world during the eighteenth century), and the "café de la 
'lit '• - -.-V * _ •; I i ; - . V. If 
Régence" is the center of Paris where chess is played at its 
best. MOI informs us that it is in the cafe, chez Rey, that 
this conversation between LUI and him takes placet 
Un après-dîner, étais là, regardant beaucoup, parlant 
peu, et écoutant le moins que je pouvais! lorsque je 
fus aborde par un des plus bizarres personnages de ce 
pays ou Dieu n* en a pas laisse manquer ... Si vous le 
rencontrez jamais et que son originalité^ ne vous 
artâte past ou vous mettrez vos doigts dans vos oreilles, 
ou vous enfuirez, (p. 30) 
MOI continues his discussion of LUI by saying that sometimes 
he is so skinny that he appears to be sick; but the next month 
he is so fat that it appears that he has refused to leave the 
10Denif Diderot, Le Neveu de Ramaau (Paris* Garnier- 
llifsP'eSition 2^*" A±1 su^ecluen‘: references are to 
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table» "Le mois suivant, il n'avait pas quitté la table d'un 
financier, ou qu'il eut été renferme dans un couvent de 
Bernardins." (p. 31) In this reference to the Bernardins, 
Diderot seems to be implying that they are very wealthy or 
that they are known for setting tables of plenty. 
MOI continues his introduction by telling us how LUI 
« 
looks today» 
Aujourd'hui, en linge sale, en culotte déchirée, couvert 
de lambeaux, presque sans souliers, il va la tête basse, 
il se dérobe, on serait tente de l'appeler, pour lui 
donner 1'aumône, (p. 31) 
It is not until after several pages of discussion by MOI 
that we discover that the character about whom he has been 
speaking is named Rameau, and even then it is merely accidental. 
This is Diderot's way of saying that names are not important. 
The accidental mentioning of Rameau's name occurs while MOI 
is telling us that he has somehow been admitted in some 
"maisons honnêtes," but only under the condition that he would 
not speak without permission. If he opens his mouth, at the 
very first word that he utters, all the guests would yell* "0 
Rameau!" (p. 33) MOI comments on our curiosity to know Rameau's 
name and proceeds to explain to us exactly who he is» 
Vous étiez curieux de savoir le nom de l'homme, et 
vous le save^. C'est le neveu de ce musicien célébré 
qui nous a délivrés du plain-chant de Lulli que nous 
psalmodiions depuis plus de cent anst*.. (p. 33) 
The actual dialogue between MOI and LUI begins when LUI 
approaches MOI in the cafe and asks what he is doing among that 
bunch of "vauriens." He asks if he is wasting his time pushing 
around wood. MOI responds» "Nom mais quand je n'ai rien de 
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mieux k faire, je m'amuse à regarder un instant, ceux qui le 
poussent bien*'1 (p. 34) LUI then implies that Legal and 
Philidor are the only two who can play chess well. After 
asking what he has been doing, MOI asks LUI if he sees his 
uncle often. LUI replies that he only sees him passing in the 
street. He continues by saying that his uncle is "un philosophe 
dans son espace..." (p. 37) He only thinks of himself, as do 
most philosophers. Evidently including his uncle, LUI refers 
to philosophers as "gens de g^nie." (p. 37) According to him, 
they are only good for one thing, and that is nothing. They 
do not know what it means to be fathers, mothers, cousins or 
friends. He states that he would show how everything bad that 
happens here on earth is caused by men of genius if he knew 
historyt "Si je savais l'histoire, je vous montrerais que le 
mal est toujours venu ici bas, par quelque homme de genie." 
(pp. 37-38) MOI sets out to convince LUI that a man of genius 
is not necessarily bad nor goodt after he has explained to LUI 
that he has been protesting against something he wanted to be 
himself, LUI is finally convinced that MOI is right» but he 
refuses to admit it openly. Instead, he replies with the 
following statement* "Ne me pressez pas» car je suis consequent." 
(p. 4l) They then begin a discussion of Racine. 
Later in the novel, LUI gives us the first of his many 
pantomimes. As explained by the author, he begins to sing the 
overture to les Indes galantes and Profonds Abîmes. He adds 
that he would love to have written these two pieces, and that 
if he had written them, he would have written many more» 
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people would play and sing them everywhere. He measures the size 
of the house he would have* he lies down nonchalantly and 
imagines that he has the wine, women» and famous friends that 
he would have. 
LUI» beginning to feel sorry for himself, reminisces* 
Aussi l'on vous a pris par les épaules* on vous a conduit 
à la porte* on vous a dit, faquin, tirez* ne reparaissez 
plus ... Vous voilà sur le pavé, sans le sol, et ne sachant 
ou donner de la tete. Vous retournerez au regrat»...(pp. 52- 
53) 
LUI gradually initiates a discussion about music, during 
which he begins to pantomime. During the first of these pantomimes, 
he imitates a violinist* "En même temps, il se met dans l'attitude 
d'un joueur de violon» il fredonne de la voix un allègre de 
Locatelli»..." (p. 63) When he makes a bad note, he stops» he 
kisses the string! he pinches it with his fingernail to be sure 
it is all right* he continues to play the piece* "...il bat la 
mesure du pied* il se démène de la tête, des pieds, des mains, 
des bras, du corps," (p. 63) When he has completed the piece, 
he even pantomimes his actions* 
Puis, remettant son instrument, sous son bras gaucher 
de la même main dont il le tenait, et laissant tomber 
sa main droite avec son archet. Hé' bien, me disait-il, 
qu'en pensez-vous? (p. 64) 
LUI reminds MOI, against his will, of the time when he 
was not as wealthy as he is today. He indicates how ragged he 
used to be «^Er eintée par un des cêtés» avec la manchette déchirée, 
et les bas de laine, noirs et recousus par derrière avec du fil 
blanc .w (p. 67) LUI reveals that MOI began his career by giving 
lessons in mathematics. LUI continues by saying that Moi 
succeeded in mathematics although he knew nothing about it, 
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but he could not have found this success in music. After MOI 
responds that he is not so successful» LUI asks him if he hires 
tutors for his daughter. MOI replies that he leaves his daugh¬ 
ter's education to her mother, and adds that if he could find 
a good master of harmony, he would willingly allow him to give 
his daughter lessons two hours each day for one or two years. 
• _ 
Subsequently, LUI tells MOI that he and other philosophers 
decorate their extravagance with the name virtue, and they call 
it philosophy» he continues by asking if this virtue is for 
everyone. MOI does not exactly give an answer to the question, 
but he suggests that the only way LUI will be happy is by 
becoming one of these “honnêtes gens." (p. 90) 
LUI tells MOI a story about a man who treated his dog 
kindly, and how another man always treated the dog hostilaly. 
After about two or three days of this treatment, the dog knew 
that he should avoid the man that was unfriendly, and run to the 
man who treated him kindly. LUI tells MOI this story to convince 
him that there is such a thing as natural knowledge and that he 
possesses it. He says that if all his thoughts and ideas had 
been written, he would probably be considered a genius. "Si 
cela était écrit, je crois qu'on m'accorderait quelque génie.” 
(p. 104) LUI further implies that he is a genius by saying 
that geniuses read very little and do a lot. He then supports 
his theory by mentioning several well known names and saying 
that they were formed by nature* 
Les génies lisent peu, pratiquent beaucoup, et se font 
d'eux-mêmes. Voyez César, Turenne, Vauban, la marquise 
de Tencin, son frère le cardinal, et le secretaire de 
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celui-ci, l'abbé^ Trublet. Et Bouret? qui est-ce qui a 
donne des leçons à Bouret? personne. C'est la nature qui 
forme ces hommes rares-lk. (p. 105) 
He tells MOI that there are many unsuccessful writers, poets 
and composers who have become parasites, and that he is the 
worst of all these parasites. One only hears the names of those 
who are successful by nature* 
On n'entend que les noms de Buff on, de Duclos, de 
Montesquieu, de Rousseau, de Voltaire, de d'Alembert, 
de Diderot, et Dieu sait de quelles épithètes ils 
n'est aussi sot que nous. (p. 111) 
While discussing the works of Théophraste, La Bruyère 
and Molière, MOI says that one seeks to amuse and instruct 
himself when he reads these works. That is to say that one 
wishes to learn about his duties, love and virtue, and the 
hatred of sin. LUI says that when he reads them, he checks to 
see whether the author has said or implied anything for which 
he could be ridiculed. For example, he says that when he reads 
Tartuffe. he checks to see that the author does not speak like 
a hypocrite while portraying a hypocritical character. 
LUI gives a recitation of a joke he made at the table of 
an abbot with whom he was dining. Everyone at the table laughed 
except a certain man with whom Lffl began to dispute. At this 
point, LUI moved directly into the conversation he had with 
this gentleman* 
Rameau, vous êtes un impertinent. ——Je le sais bien* 
et e'est à cette condition que vous m'avez reçu. 
——Un faquin. —Comme un autre. —Un gueux. 
—-Est-ce que je serais ici, sans cela? —Je vous 
ferai chasser. —Après dîner j'en irait de moi- 
meme. —Je vous le conseille, (p. 119) 
Later LUI tells a story about a Jew and himself being 
betrayedt "Uh traître nous a défères à la sainte Inquisition, 
vous comme Juif, moi comme renegat, comme un infâme renégat." 
(pp* 135-136) After MOI becomes frightaied,LUI begins to sing 
a piece by Douni* He tells MOI that he likes these new types 
of compositions. They discuss music after LUI asks MOI for a 
definition of a "chant." MOI responds that he has never 
thought of what the word might really mean, for he only uses 
it because he has heard it used. LUI gives a long and beautiful 
definition of a "chant"1 
Le chant est une imitation, par les sons d'une échelle 
inventée par l'art ou inspirée par la nature, comme il 
vous plaira, ou par la voix ou par l'instrument, des 
bruits physiques ou des accents de la passiont et vous vou¬ 
voyez qu'en changeant la-dedans, les choses à changer, 
la definition conviendrait exactement à la peinture, h 
l'éloquence, a la sculpture, et à la poésie, (p. l4l) 
He assures MOI that he is not saying that he who recites well 
will be able to sing well* but he would be surprised if some¬ 
one who sings well does not know how to recite well. MOI 
replies that if this type of music is sublime, then that by 
the divine Lulli, by Campra, by Destouches, by Mouret, and even 
that by LUI's dear uncle must be a little flat. LUI whispers to 
MOI that he does not want anybody to hear what he is about to 
say because there are many people in the cafe who know him. LUI 
tells MOI that his uncle Rameau has composed some pieces which 
contain beautiful octaves! he further states that Stabat by 
Pergolèse should be banned by the police, and that it should 
be burned by the hands of the executioner* "Ma foi, ces maudits 
bouffons, avec leur Servante Maltresse, leur Tracollo. nous en 
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ont ùorme rudement dans le cul." (p. 144) 
After LUI begins a discussion about the "molécule pater- 
nelle," (p. 157) MOI asks him if he likes his child. LUI replies 
that he does and that he even treasures him. MOI then asks if 
he will make a serious effort to stop the effect of his "molecule 
parternelle" on his son. LUI responds that he would not because 
it would be useless. He feels that the child is destined to be 
either successful or unsuccessful, and his interference would 
only create a contrary force which would do more harm than good. 
LUI does not want his child to become a musician, believing 
that it would minimize his chance of being successful. 
After telling a sad story about the betrayal of a Jew, 
LUI begins to imitate a violinist once again. He drinks the 
last drop in the bottle from which he has been drinking and 
turns to a man sitting nearby to ask for a drink. He asks the 
man if he is a musicians the man replies that he is not, and 
LUI tells him that he is lucky. 
The conversation between LUI and MOI ends when LUI checks 
his watch and finds that it is time for him to go to an opera. 
He is going to see^Le Dauvergne" (p. 187) about which he says 
there are many beautiful phrases in the music. Upon his leaving, 
LUI poses a humorous question to MOI» "N'est-il pas vrai que je 
suis toujours le même? (p. 18?) MOI replies that it is true that 
he is always the same, or that he has not changed, unfortunately. 
LUI leaves him with a humorous statement and puzzling cliché* 
"Que j'aie ce malheur-là seulement encore une quarantaine 
d'ajuaêes. Rira bien qui rira le dernier." (p. 187) 
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Le Neveu de Rameau seems tote a didactic novel. It appears 
that one of the main reasons that Diderot wrote this novel was 
to show the outlook of an unsuccessful or poor person upon 
French society during the eighteenth century. This unfortunate 
person is portrayed by LUI. After hearing what LUI has to say 
about different aspects of life, we can easily see how and why 
poor people have different views on life (that is to say, 
different from those of wealthy people). By developing this 
conversation between MOI, a "philosophe," and LUI, a "vaurien," 
Diderot has proved to us that poor people have a place in 
society as well as the wealthy, although the poor are not 
accepted as being capable of a position in society. He proves 
that they are not in the condition they are in by choice, but 
this condition has been put upon them by destiny. 
This novel also satirizes the life-style of the eighteenth 
century, we learn that many of the people of the higher classes 
often meet in the cafes and play chess. Some of them frequent 
the cafes to discuss such subjects as literature, science, 
education and politics. This fact is visible in the conversation 
between LUI and MOI. They sit down and discuss nearly every aspect' 
of society within approximately thirty minutes while others 
test their wisdom and skill at chess. We may also observe that 
the more wealthy people always invited such dignitaries as 
musicians, playrights, novelists and philosophers into their 
homes to converse. 
At the very beginning of the novel, we discover that MOI 
is a loner or a dreamer. He informs us of his trips to the park 
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of the Palais-Royal, and when the weather is not suitable for 
sitting outside, he finds refuge in the nearby cafes. Later, 
we discover that he is an eighteenth-century philosopher. He 
seems to have a very flexible personality since he obviously 
understands how LUI feels even though he does not always agree 
with him. MOI also represents Diderot himself. That is to say, 
he appears as the open-minded philosopher that Diderot was 
during the eighteenth century* his qualities are not only 
brought out by statements he makes* but they are also revealed 
in his reactions to the actions and statements of LUI. 
LUI, on the contrary, is an unsuccessful musioian. He 
hardly knows where his next meal is coming from, and he is 
frustrated with society because he has not been able to succeed 
in it. He represents the morality of the eighteenth century by 
portraying the careless manner in which the people generally 
conduct themselves. LUI also believes that a man should enjoy 
all the pleasures of life, such as drinking and philandering. 
Although he wants to be rich more than anything else, he feels 
that being rich is useless without the enjoyment of the many 
pleasures of life. Even his avarice is a typical preoccupation 
of the eighteenth-century man. 
Although Diderot does not give any true descriptions of 
either the characters or the scenery, he develops a novel that 
is entirely a conversation between two people of different 
levels of society. In this conversation, which lasts only 
thirty minutes, we receive an overall view of society during 
the eighteenth century. Diderot majestically changes the subject 
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in the dialogue, and these changes are subsequently a great 
addition to its realism. It is hardly credible that two people 
would adhere to one subject for thirty minutes in a general 
conversation. In comparison to Jacques le fataliste et son 
maître. Le Neveu de Rameau is much less entertaining since 
there is less adventure in itt but it is most certainly as well 
written as Jacques le fataliste et son maître. Diderot success¬ 
fully composes the conversation between these two characters, 
whose personalities are practically opposite, without confusing 
the twoi this realization in itself is praiseworthy. Once again, 
Diderot proves his ability as a novelist. 
CHAPTER IV 
A COMPARATIVE STUDY OF DIDEROT* S NOVELISTIC TECHNIQUES 
AND THOSE OF OTHER EIGHTEENTH-CENTURY 
NOVELISTS 
The eighteenth century was a century of intellectual* 
scientific and social change* Intellectually* the people 
became curious and began to strive for a realization of the 
truth* Many beneficial scientific discoveries had been mades 
"...the printing press and America had been discovered, the 
earth had lost its central position in the universe, and the 
microscope and the telescope had revealed vast worlds to 
stimulate man's intellectual curiosity."11 After the "préciosité" 
type life-style of the seventeenth century, the people of the 
eighteenth century had a desire for a more relaxed way of life, 
and that is exactly what they sought. By the end of the century, 
the prevalent morals became so relaxed that sadism found its 
way into French society. 
Whenever there is an intellectual, scientific and social 
change in a society, it is almost inevitable that there will 
be a change in the literature. Therefore, it is conceivable 
11Otis E. Fellows and Norman L. Torrey, The Age of 
Enlightenment (New Yorh< F. S. Crofts & Co., 1942), P* 2. 
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that there also was a great change in novelistic style and tech¬ 
nique. The novel had not found much success, if any at all, 
during the seventeenth century. At the end of the seventeenth 
and the beginning of the eighteenth century, however, the novel 
flourished in France. During this period of transition, it was 
realized that the novels that were written during the seventeenth 
century such as L*Astree and La Princesse de Cloves were false 
and biased since they only catered to the interest of the elite 
society. Therefore, the eighteenth-century novelists wrote 
novels that responded moreso to the interest of the common 
people. In writing these novels, the authors* main goal was to 
accomplish realism, and because of this desire, many fantastic 
techniques were developed. Novelists began to create tales to 
prove that their novels were true. In the preface of their 
novels, they either insisted that they had found hundreds of 
old letters in an old trunk, that someone had told them this 
fantastic story about their past, or that they had found this 
novel which was written in some foreign language. They further 
pretended that they decided to write a novel based on these 
letters, authentic bibliographies and anonymous novels. In 
other words, they maintained that they were only the editors 
of these novels. Not only was this an effort to achieve realism; 
it was also a defense mechanism against censorship which was 
qt&te severe during the eighteenth century* 
Les partis littéraires et les préjugés antiphiloso- 
phiques expliquent donc en grande partie le mépris pour 
le romani G. May croit même que le chancelier^' Aguesseau 
prit vers 1737 ou 1738 une^esure d'interdiction contre 
ce genre dangereux de littérature, ou du moins invita 
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les censeurs à redoubler de sévérité'* • *.12 
In order that we may establish a more vivid overall 
view of the techniques used by eighteenth-century novelists, 
a brief study will be made of the novelistic techniques used 
in composing at least one novel by several well known novelists. 
In this study, an attempt will be made to show how each novelist 
tried to prove that his novel was actually true. 
In the early part of the year 1721, Les Lettres persanes 
by Montesquieu was published. This novel is composed completely 
of letters written by Persians. Usbek, who is one of these 
Persians, finally goes to Paris from where he writes letters 
to friends in Prussia about how people live and act in Paris. 
Montesquieu makes his attempt to convince us that these letters 
are authentic in fctshdrt introduction of the novel. He begins 
the introduction by pretending that he does not care whether 
his novel is read or not* "...je ne demande point de protect¬ 
ion pour ce livre» on le lira, s'il est bon» et, s'il est 
13 
mauvais, je ne me soucie pas qu'on le lise." Montesquieu 
further implies that he only included some of the letters in 
the novel to see if the public likes them» if these are liked, 
he says he has more in his letter-case that he can expose at 
a later date. Hëestrongly objects to being identified as the 
editor of this novel because he feels that if his editorship 
12Henri Coulet, Le Roman jusqu'à la Revolution (Rennes* 
Librairie Armand Colin, 1967), p. 325» 
13 
Charles de Secondât de la Brbde, baron de Montesquieu, 
Les Lettres persanes (Paris* Imprimerie de Lagny, 1926), p. 5. 
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is made known and the novel happens to be a success, people 
will say that it was only because of his name» and if it fails, 
they will severely criticize him for having edited it. 
Montesquieu then tells us how he acquired the letters» 
Les Persans qui écrivent ici étaient loges avec moi» 
nous passions notre vie ensemble. Comme ils me regart— 
datent comme un homme d*un autre monde, ils ne me 
cachaient rien. En effet, des gens transplantes de si 
loin ne pouvaient plus avoir de secrets. Ils me com¬ 
muniquaient la plupart de leurs lettres» je les copiai.... 
Je ne fais donc que l'office de traducteur*... 
Manon Lescaut by Abbé Prévost was published near the 
middle of the eighteenth century. This novel is written under 
the pretense that an "Homme de Qualité" is revealing the story 
about his friend des Grieux. In the short introduction to the 
novel entitled "Avis de L'Auteur," the "Homme de Qualité" 
maintains that» 
Si le public a trouvé' quelque chose d'agréable et 
d'intéressant dans l'histoire de ma vie, j'ose lui 
promettre qu'il ne sera pas moins satisfait de cette 
addition. Il verra, dans la conduite de M. des Grieux, 
un exemple terrible de la force des passions. J'ai 
à peindre un jeune aveugle, qui refuse d'étre heureux, 
pour se précipiter volontairement dans les dernières 
infortunes» qui, avec toutes les qualités dont se forme 
le plus brillant mérite, préfère, par choix, une vie 
obscure et vagabonde à tous les avantages de la fortune 
et la. nature» qui prévoit ses malheurs, sans vouloir 
les éviter»... 
In the 1730*s, French society began to acquaint itself 
with the first edition of Le Paysan parvenu by Marivaux. This 
novel supposedly is the memoirs of a certain man who does not 
l4Ibid. 
1^Abbq Prévost, Manon Lescaut (Paris* Gallimard et 
Librairie Générale Française, 1959), pp. 15-16. 
43 
wish to be identified. After assuring us that the novel is 
actually true, the narrator plunges abruptly into the action* 
Parmi les faits que j’ai à raconter, je crois qu'il 
y en aura de curieux* qu'on me passe mon style en leur 
faveuri j'ose assurer qu'ils, sont vrais. 3e n'est 
point ici une histoire forgée à plaisir, et je crois 
qu'on le verra bien. 
Pour mon nom, je ne le dis point* on peut s'en 
passert si je le disais, cela me générait dans mes 
récits. . 
Quelques personnes pourront me reconnaître, mais 
je les sais discrètes, elles n'en abuseront point. 
Commençons. , 
Je''suis né dans un village de la Champagne,...1" 
The first chapter of Candide by Voltaire is preceded 
by the following title* 
CANDIDE OU L' OPTIMISME 
Traduit de L'Allemand 
De M. Le Docteur Ralph 
avec les Additions 
Qu'on a trouvées dans la Poche du Docteur, 17 
Lorsqu'il Mourut a Minden L'an de Gr^ce 17591' 
in the explanatory notes which follow the title of this 
novel, Voltaire assures us that Candide had been written 
by a Dr. Ralph in German» and Voltaire proclaims that he 
is implying that he had nothing to do with the contents 
of the novel. Voltaire further claims that he made additions 
to the original copy of the novel from notes which were 
found in the pocket of Dr. Ralph when he died in 1759» 
In 1761, the public was exposed to la Nouvelle Helolse 
by Jean-Jacques Rousseau, this novel is written under the 
1 Marivaux, Le Paysan parvenu (Paris* Garnier-Flammarion, 
1965), p. 26. 
17 
Voltaire, Candide and Other Philosophical Tales (New York* 
Charles Scribner's Sons, 1929), p. 22. 
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pretense that two lovers, and several friends, wrote all the 
letters which are included in it. The preface of La Nouvelle 
Helolse. establishes that Rousseau is only the editors "Quoique 
je ne porte ici que le titre d'éditeur, j'ai travaille moi- 
méme à ce livre, et je ne m'en cache pas."1® Instead of 
saying that he is positive these letters are authentic, 
Rousseau indicates that he has no absolute proof of their 
genuineness s 
Quant k la vérité des faits, je déclare qu'ayant 
été plusieurs fois dans le pays des deux amants, 
je n*y ai jamais oéi parler du baron d'Etrange, 
ni de sa fille, ni de M. d'Orbe, ni de milord 
Eduard Bomston, ni de M. de Wolmar..••VoilV tout 
ce que je puis dire. Que chacun pense comme il 
lui plaira. 
In an effort to further convince the reader that these letters 
are authentic, Rousseau warns him of the difficulty he will 
encounter upon reading them* he explains why the reader will 
find these letters troublesomei 
Quiconque veut se résoudre é lire ces lettres doit 
s'armer de patience sur les fautes de langue, sur 
le style emphatique et plat, sur les pensées com¬ 
munes rendues en termes ampoulés» il doit se dire 
d'avance que ceux qui les écrivent ne ^pont pas des 
français, des beaux-esprits, des académiciens, des* 
philosophes) mais des provinciaux, des étrangers, 
des solitaires, de jeunes gens presque des enfants, 
qui, dans leurs imaginations romanesques, prennent 
pour de la philosophie les honnêtes délires de 
leur cerveau.20 
Jean-Jacques Rousseau, Julie ou La Nouvelle Helo'ise 




In the "Avertissement de L'Editeur." Choderlos de Laclos 
warns us that he has no absolute proof that the contents of 
Les Liaisons dangereuses is authentic! 
Nous croyons devoir prévenir le public, que malgré 
le titre de cet Ouvrage et ce qu'en dit le Rédacteur 
dans sa Pré'face, nous ne garantissons nas l'authenticité 
de penser que ce n'est qu'un ruuan< 
As one observes in this quotation, Laclos is so anxious to 
convince his readers that this novel is authentic that he 
creates a preface that is supposedly written by the actual 
writer of the novel whom he refers to as the "Rédacteur." 
This second preface is included to further convince us that 
Les Liaisons dangereuses had actually been written by someone 
other than Laclos himself. The above quotation is taken from 
the first preface to which Laclos is protecting himself from 
any and all statements made by the "Rédacteur," who insists 
that the letters contained in the novel are authentic* 
Cet Ouvrage, ou plutôt ce recueil que le public 
trouvera peut-être encore trop volumineux, ne contient : 
pourtant que le plus petit nombre des Lettres qui com¬ 
posaient la9totalité de la correspondance dont il est 
extrait.... 4 
Although these and most other eighteenth-century novelists 
exerted a strenuous effort to accomplish realism in the preface 
of their novels, they did not stop there* they also strived 
for realism throughout the novel. Though nearly all the efforts 
21 
^Choderlos de Laclos, Oeuvres complètes (Paris* Librairie 
Gallimard, 1951), p* 5» 
de ce recueil et que nous 
22 
Ibid., p. 6. 
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they made in the preface are similar, practically all those 
found in the context of the novels vary from author to author. 
For example, the basic novelistic technique used in the content 
of Lettres Bersanes by Montesquieu is the letters themselves. 
Upon reading these letters, we are led to believe that they 
are authentic because they tend to pose and answer questions 
consecutively as letters normally do. These letters are the .■ 
only means by which the reader may obtain information about v; 
what happens between the characters. Therefore the reader is 
apt to feel that he has been given the rare opportunity of 
reading personal letters* one is likely to believe what he 
reads in these letters because he will probably become en¬ 
grossed in them subsconciously. 
As mentioned previously, La Nouvelle Helolse by Rousseau 
is also a letter-novel. The letters found in it are also the 
primary realistic technique used in the context of the work. 
In this extraordinary novel, however, "the dangerous letter- 
scheme, which lends itself so easily, and in other parts 
surrenders itself so helplesàly and hopelessly, to mere 
•piffle* about this and that, is kept well in hand."2^ 
Generally, the letters concern Julie's and Saint-Preux*s 
desire for each other. 
Other authors who did not find it necessary or convenient 
to write letter-novels resorted to other techniques. In writing 
23 
George Saintsbury, A History of the French Novel 
(London* MacMillan and Co., Limited, 1917)» p* 398» 
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Manon Lescaut, Prévost decided to allow des Grieux to tell 
the story from his own point of view. Since the novel is 
written under the pretense that the tale about des Grieux 
and Manon is reported to Provost by the "Homme de Qualité," 
it is probably better to say that the "Homme de Qualité" 
reveals the narrative to Prévost as if des Grieux is speaking 
himself. The "Homme de Qualité" probably decided to tell the 
intrigue from des Grieux's point of view because that is the 
way it was divulged to him. We are not informed, nevertheless, 
whether des Grieux disclosed the plot to the "Homme de Qualité" 
or whether the "Homme de Qualité" witnessed these incidents 
himself. We can be sure, however, that at least part of these 
occurrences had to have been acknowledged to the "Homme de 
Qualité" since it is highly improbable that he witnessed all 
the events that took place between des Grieux and Manon. 
Again in Le Paysan parvenu. Jacob, one of the main 
characters, is âilàrôraê to narrate the intrigue. He opens the 
novel by telling us where he was bom, who his parents were, 
their financial status, and how he ended up leaving home. At 
this point, he could not foresee how he could survive, but he 
meets Mlle Habert la cadette on the bridge called Pont-Neuf, 
and his fortune begins to change. To satisfy Mlle Habert's' 
desire for companionship and Jacob's desire for wealth, they 
finally get married. Mlle Habert is a sweet, quiet, and faith¬ 
ful wife while Jacob spends most of his time philandering. 
It is nearly impossible, however, to feel sorry for Mile 
Habert because the narrative is being told from Jacob's point 
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of view. We are therefore apt to feel sorry for Jacob's 
having married a lady who is considerably older than he, and 
for whom he has no real sentiments. We are even likely to 
believe that it is she who has ruined Jacob's life, but 
actually they both are happy since they have found what they 
wanted most out of life. 
Diderot seems to reject most of the techniques used by 
these and other eighteenth-century novelists. Instead of 
writing letter-novels, or novels that are narrated by one of 
the main characters as did the authors we have just discussed, 
Diderot mostly develops his own techniques. It must be remember¬ 
ed, nevertheless, that Jacques le fataliste was written more 
or less to criticize the techniques of other eighteenth- 
century novelists. Therefore, it would not be justifiable for 
Diderot to use the techniques that he is criticizing. It is 
quite possible that Diderot did not think of himself as a 
true novelist since most of his novels seem to have been 
written for some purpose other than just for the sake of 
writing a novel. For example, he wrote Jacques le fataliste 
to criticize eighteenth-century novelists» he wrote Le Neveu 
de Rameau to satirize the eighteenth-century life-style. 
Therefore, Diderot probably felt much more free in his writing 
than did the writers who wrote novels more or less as a 
profession. 
The main novelistic technique used by Diderot is the 
dialogue. Although the dialogue had been used in other literary 
forms, Diderot is one of the first to introduce it into the 
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novel. In our study of Jacques le fataliste et son maître and 
Le Neveu de Rameau, we have found that they both are written 
in the dialogue form. The dialogue in the former, however, is 
much more complex than that in the latter. Jacques le fataliste 
is made up of a long and complicated conversation, or rather 
a juxtaposition of conversations between Jacques who is the 
fatalist and his master who somewhat represents morality. It 
is unwise to refer to this novel as a single dialogue because 
it is actually a collection of dialogues which are not only 
between Jacques and his master, but between Jacques and other 
characters, the master and other characters, two or more other 
characters, and even between Diderot, the narrator, and the 
"lecteur”, who represents the actual reader of the novel. The 
combination of the dialogues works to procure realism, and 
"...dans Jacques le fataliste rien ne parait plus naturel, 
plus savoureux meme que le dialogue." 
The dialogue between Jacques and his master takes place 
while they are traveling together. Realism is achieved in 
this conversation by relating it to the natural surroundings. 
Diderot constantly interrupts the discussion between Jacques 
and his master to mention occurrences such as their arrival 
in a town, their meeting severed travelers, or Jacques's 
master taking a dip of snuff. Diderot seems to realize the 
fact that man lives in relation to nature or natural happenings. 
24 ✓ 
Jacques Smietanski, Le Realisme dans Jacques le fataliste 
(Paris» Librairie A. G. Nizet, 1965). p. Ï4’2.“ 
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He is careful not to get too involved in the dialogue between 
Jacques and his master and neglects or forgets the passing of 
time and thus the distance covered by them. It is inevitable 
that Jacques and his master would come to a town at some time 
or the other during their journey. They are likely to meet 
other travelers. They also have to rest and sleep after a 
certain length of time, so Diderot makes sure that a time for 
rest and sleep is provided, even if it had to be in the middle 
of a field as it once happens. 
Because Diderot is partial to the dialogue as a form of 
writing, there are many secondary conversations which takes 
place either between people Jacques and his master meet or 
between people about whom Jacques and his master are speaking. 
For example, when Jacques tells how he was cared for by a 
particular family, Diderot allows Jacques and the family to 
act out what happened. In other words, the conversation that 
takes place between Jacques, his host and hostess, assumes the 
dialogue form itself. We learn what actually happens or is 
said during these conversations by reading exactly what each 
person says. To appreciate the novel, however, one must be 
careful not to be confused by these secondary dialogues 
because Diderot does not stop to explain what is happening. 
Instead of being warned when these conversations are about to 
take place, we are guided directly into them with no explanation. 
Other than the conversations which take place between 
people who are being spoken of, there are other secondary 
dialogues which take place between Jacques, his master and 
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other characters whom they meet while traveling. For example, 
there is a conversation which takes place between Jacques, 
his master and the Hostess who tells her story about Madame de 
la Pommeraye. Diderot naturally chooses to write this story 
in the form of a dialogue also. Actually, Jacques le fataliste 
et son maître is nothing other than a conglomeration of 
dialogues, but by learning all that we learn about the characters 
from their conversations, we are more apt to feel close to 
them, thereby, believing subconsciously that these discussions 
actually take place and that the characters actually exist. 
Le Neveu de Rameau is also written in the dialogue form, 
but it contains only the main conversation which is between 
LUI and MOI. Diderot's purpose for writing this novel has a 
lot to do with the style in which he wrote it. His main 
purpose for writing it appears to be to satirize the life¬ 
style of the eighteenth centuryi whereas in Jacques le fataliste, 
his main purpose is to criticize the novelistic techniques used 
during the eighteenth century. To satirize the eighteenth 
century, however, Diderot does not need a lot of characters. 
He only needs two characters, LUI and MOI, whom he wisely 
chooses from different backgrounds and who have a different 
outlook on life. He places these two characters face to face 
in one of the popular cafes and allows them to express themselves 
freely. Before reading this novel, we would probably find it 
quite difficult to believe that fee could learn very much from 
a thirty-minute conversation! but after thoroughly digesting 
it, we find that it discloses, in its entirety, the life-style 
52 
of the eighteenth-century mani we learn what is happening 
socially, educationally, religiously and even that which is 
happening in literature. 
Although Diderot does relate the dialogue in Le Neveu de 
Rameau to the natural surroundings such as when LUI asks a 
man sitting at a neighboring table for a drink, there is no 
real need for a relationship. The conversation only lasts 
thirty minutes, therefore it is not necessarily true that there 
would be a natural interruption. Nevertheless, it is not likely 
that LUI and MOI would sit down at a table in a cafe and diseuss 
just one subject for the entire thirty-minutes. Realizing this 
fact, Diderot makes sure that the subject of this dialogue 
varies from time to time. LUI and MOI constantly change the 
subject, and no one thought dominates their conversation. 
Another novelistic technique used by Diderot is the 
•'lecteur." At the beginning of Ceci n'est pas un conte, 
Diderot reminds us that when a story is told (which is exactly 
what is done in a novel), it is told to someone who presumably 
listens to it. He further indicates that a story is rarely 
told to a listener without being interrupted by the listener 
himself. This is basically why Diderot introduces the "lecteur" 
in his novels. As seen in Jacques le fataliste, the "lecteur" 
actually helps Diderot write the novel, or at least no major 
steps are made in composing the novel without first consulting 
the "lecteur." Although we realize the fact that the "lecteur" 
is helpless without the aid of Diderot's pen, his presence is 
apt to make us feel as though we are a part of the novel. We 
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shall probably also feel more free to criticize the novel 
since the "lecteur" criticizes it himself. When Jacques and 
his master are separated, Diderot even pauses to ask the 
"lecteur" whether he should relate what happens to Jacques 
or whether he should divulge what happens to the master. 
Since the master is going to be left alone, Diderot finally 
decides to indicate what happens to Jacques. 
In conjunction with the dialogue and the "lecteur," 
Diderot uses gestures as a third novelistic technique. He 
believes in the philosophy that one kind of motion is best 
expressed by anothers in other words, Diderot feels that by 
observing the motions and gestures of the body, one can 
easily understand the inner thoughts and emotions of a 
person. He probably feels that gesticulating is a natural 
means of communication and therefore considers it necessary 
to include in his novels if he is to obtain realism. Diderot 
introduces gestures in his novels in many forms. For the most 
part, he uses gestures such ast "...a nod of the head, a 
facial expression, a sudden trembling, the play of the hands 
or eyesi and the vocal gestures* coughs, yawns, intonations, 
25 
silences." 
Diderot fails to make use of the narrator as a means 
of achieving realism unless we refer to Diderot himself as 
the narrator. In Jacques le fataliste, he constantly interrupts 
25 ■'Herbert Josephs, Diderot*s Dialogue of Language and 
Gesture * Le Neveu de Rameau (Ohio* Ohio State University Press 
19^9), p. 51. 
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the dialogue to either insert his point of view, reminisce 
about one of his personal experiences, or to consult the 
"lecteur." In these instances, Diderot can very well be 
referred to as the narrator. As a matter of fact, he is 
designated as the narrator by most critics, but he has been 
indicated as Diderot in this study to avoid confusion. In Le 
Neveu de Rameau. Diderot cannot be considered the narrator 
because it is MOI who is endowed with this task. It is MOI 
who gives the introduction of the dialogue and explains how 
the conversation between LUI and himself came about. It is 
also MOI who relates LUI's actions to us. Although it is quite 
clear that MOI is the narrator, one may be led to believe 
that MOI is actually Diderot since he bears a striking resem¬ 
blance to him. 
Although Diderot does not seem to be concerned with 
chronology in his novels, there is visible chronology in 
them. Diderot mainly tries to make his readers feel as though 
they are living with his characters. He wants his readers to 
feel that what is happening to the characters is happening for 
the first time, and that they, the readers, are witnessing 
these adventures as they happen. While reading Diderot's novels, 
we are likely to think of chronology* but after reading them, 
we can easily uncover the chronology in most of them. In Le 
Neveu de Rameau, time is only mentioned at the beginning and 
end of the novel. In his introduction to the dialogue, MOI 
tells us that he takes a stroll each afternoon around five 
o'clock either to sit in the park or sit in a cafe. Moreover, 
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it is evident that it is during one of his afternoon walks that 
MOI runs into LUI. It follows, therefore, that they finally 
started the conversation somewhere around five o’clock. When 
they finally decide to end it* we learn from LUI that it is 
five-thirty. 
In Jacques le fataliste, however, it is quite difficult 
to follow the chronology. First of all, Diderot refuses to tell 
us anything about where the characters are going, how they meet, 
or why they are traveling. This omission in itself is a gap in 
time. Even after reading the novel in its entirety, we are not 
sure of such factors as how long Jacques and his master have 
been together, how long Jacques was in the army, nor how much 
time Jacques spends with his captain. It is impossible to 
determine the amount of time that passes throughout the duration 
of the novel. 
Unlike some novelists, Diderot uses real places in his 
works. For example, Le Neveu de Rameau takes place in Paris. 
Since Paris is a city that really exists we are likely to 
believe that the dialogue between LUI and MOI may actually 
have happened. If a fictitious city had been chosen, however, 
we would be more apt to believe the conversation between LUI 
and MOI is fictitious also. 
Diderot sometimes chooses names of people who actually 
existed during the eighteenth century. The character LUI, for 
example, in Le Neveu de Rameau is given the name Jean-Francois 
Rameau, who, in reality, was the nephew of Rameau, the great 
eighteenth-century musician. Even before reading it, we are 
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apt to believe that LUI is really the nephew of the great 
musician. 
CONCLUSION 
As this study reveals, from the beginning of the eigh¬ 
teenth century, authors strived fanatically to persuade their 
readers that the novels they were reading were actually true. 
Moreover, the authors of seventeenth-century novels also 
strived for truth in their novels* but there is a great differ¬ 
ence in the way they went about trying to accomplish this truth. 
Seventeenth-century novelists tried more or less to obtain 
what is called "vraisemblance." Their main endeavor was to 
make the characters and their actions as lifelike as possible. 
In their effort to secure "vraisemblance," they attempted to 
make their novels as "vraisemblable" as possible. Most eigh¬ 
teenth-century novelists sought "vraisemblance" in their novels 
also, but they refused to stop there. They went even further 
by pretending that the events were authentic, and the characters 
were real people who actually lived. 
After this trend of writing novels had begun, it became 
quite monotonous. Variety and even the novel itself was threat¬ 
ened. It was quite possible that the Frenchman could have be¬ 
come weary of the pretenses under which these novels were 
written. Besides, even if these ostentatious novels were 
believed by their readers during the eighteenth century, it 
was inevitable that the Ijrhth of the matter would be disclosed 
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sooner or later. If these novelists had persisted in the 
writing of these pretentious works, and the public had 
discovered that they were being written under pretenses, 
or if they had become bored with them, the downfall of the 
novel would have been inevitable. 
Thus, the novel was in serious trouble when along came 
Denis Diderot, the encyclopedist. Recognizing this danger, 
Diderot attempted to save the novel. As he implies in Jacques 
le fataliste. Diderot did not feel that novels should be 
written under pretense. He felt that the author should be free 
to write what was pleasing to himself, and not try to compete 
with or satisfy the whims of others. Diderot did not feel 
that gimmicks did anything beneficial for the novel» therefore, 
he used gimmicks (some of which were the same as those used by 
other authors during the eighteenth century) to show how ridicu¬ 
lous they were. For example, he kept insisting that he was not 
writing a novel in Jacques le fataliste, but that is actually 
what he intended for his readers to believe. Diderot pretended 
that he was not writing a novel to justify the absurd accusations 
that are made during his frequent pauses. During several of his 
interruptions, he explained what he would do (out of necessity) 
if he were actually writing a novel. Diderot is saying that 
instead of pretending that these events actually happened and 
that his characters actually existed, he is going to portray 
them in such a lifelike manner that it will be practically 
impossible not to believe that they are authentic. To further 
prove that realistic novels could be written without the use 
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of gimmicks, Diderot wrote Le Neveu de Rameau which is simply 
a conversation between two men. It is probably this novel 
that finally convinced other authors that a realistic novel 
could be written without gimmicks. Diderot, therefore, freed 
the novel of pretense, thereby preparing the way for the great 
novelists of the nineteenth and twentieth centuries. Hence, 
Diderot is a precursor of modem novelists. 
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